JSTOR is a not-for-profit service that helps scholars, researchers, and students discover, use, and build upon a wide range of content in a trusted digital archive. We use information technology and tools to increase productivity and facilitate new forms of scholarship. For more information about JSTOR, please contact support@jstor.org.
to which I shall return. For me, such corrections and changes offered a fascinating glimpse of Pavlova at work. However, what did surprise and greatly disappoint me on first reading 'Razdel' was that the story was unfinished, ending abruptly just before what appeared to be the climax-something that Sendich had not indicated.
'Razdel' concerns women's unequal inheritance rights in Russia and the equitable division of family wealth between an older brother and his two younger sisters.  Petr Fedorovich Surmilov is a kind-hearted but lazy starosvetskii pomeshchik (old-world landowner), his wife, Glafira Nikolaevna a self-absorbed, withdrawn, seemingly traumatized woman who spends all her time in her study reading. As the story opens, their son Pavel has resigned his military commission to return to his parents' country estate, having lived in St Petersburg since being sent to school there as a child. As the 'young master' he immediately sets about imposing his will and harsh patriarchal views on his easygoing father, his distant mother, and his two younger sisters, Polina, in her mid-or late twenties, and Katia, a sunny seventeen-year-old. Like Pavel, Polina has lived in St Petersburg most of her life, raised by an aunt, a rich noblewoman of the city, who le Polina most of her fortune. However, other heirs have succeeded in overturning the will, forcing Polina to return, penniless, to her parents' estate in the country.
Although Polina and her suitor Konstantin wish to marry, Polina's mother Glafira Nikolaevna and Konstantin's father both violently object, the latter even threatening to disinherit his son. Neither parent will explain their opposition. e reason appears to be connected to the secret of Glafira Nikolaevna's past, which has resulted in her emotionally withdrawn state and which probably would have been revealed in the tale's ending. Another subplot concerns Sonia, a thrill-seeking friend of the younger daughter, Katia. Pavel is attracted to Sonia; she in turn is mesmerized by his domineering charm. When Glafira Nikolaevna realizes that Pavel may marry Sonia, she sees that her daughters are in danger of losing their present financial security and independence. Neither Polina nor Katia is likely to marry in the near future. Petr Fedorovich, their father, wishes to provide equally for them, but he is old and under Pavel's spell. Should Petr Fedorovich die, Pavel, his father's heir by Russian law, can hardly be depended upon to share the estate equally with his sisters, especially if he marries. Glafira Nikolaevna, too, would be completely dependent on Pavel. Now she awakes from her torpor and tells her daughters that she will  Under the  Svod zakonov a sister inherited a fourteenth of her brother's share of immovable (real) property and an eighth of her brother's share of movable property. See Aleksei Vasilʹevich Kunitsyn, O pravakh nasledovaniia lits zhenskogo pola (Kharkov, ), p. , and Zhenskoe Pravo: svod uzakonenii i postanovlenii otnosiashchikhsia do zhenskogo pola (St Petersburg: Tip. K. N. Plotnikova, ), pp. - fight for their financial security even if that means upsetting her husband and confronting her son. e story breaks off abruptly at this point.
While working on the 'Razdel' translation, I also started writing an article about our work in progress, versions of which I presented at several Slavic conferences. I discussed the similarities between 'Razdel' and Pavlova's works that Sendich had found, added some of my own, and advanced a theory, partly based on Pavlova's biography, about why she had never finished the manuscript.
I had almost completed the article when I noticed a reference in Jehanne Gheith's Finding the Middle Ground to a story by Evgeniia Tur (pseudonym of Elizaveta de Tournemir, -) that interestingly was also entitled 'Razdel'.  Following up on the note out of curiosity, I was led to a collection of archival manuscripts published in , where, under Tur's name, I was appalled to see the entire text of our 'unpublished' manuscript from Pavlova's archive.  A line-by-line comparison revealed a few minor editorial changes; however, since there remained inconsistencies such as the names of Sergei Pronskii and Konstantin Chardin (Tatevskii sbornik, pp. , , ; see n.  above), and the confusion over Polina and Pavel's relative ages (Tatevskii sbornik, pp. , , ), it seemed clear to me that the RGALI manuscript was the basis of the  publication.
By , when Tatevskii sbornik was published, both Pavlova (-) and Tur (-) were dead, but the editor of the collection, S. A. Rachinskii (-), nephew of the poet Evgenii Baratynskii (-), had known them both.  Rachinskii may have become acquainted with Tur in -, when he was contributing many articles on German cultural life as well as book reviews to Russkii vestnik (Nikolaev, Russkie pisateli, -, , ) and Tur was editing the journal's belles-lettres section (Gheith, Finding the Middle Ground, p. ) . A botanist, Rachinskii founded and headed the Department of Plant Physiology at Moscow University, and was the first to translate Darwin's Origin of Species into Russian (). He continued to frequent literary salons, hosted one himself, opened a peasant school on his estate, and was friends with both Leo Tolstoy and K. P. Pobedonostsev (Nikolaev, Russkie pisateli, -, , -).
that she should abandon it, because the tragic denouement that Tur had in mind was too close to a recent scandal that people in society would recognize. Rachinskii wrote that Tur then presented him with the unfinished manuscript as a memento, which, since she was dead, he now felt free to publish.
My first reaction to Rachinskii's account and attribution of 'Razdel' was to try to disprove them. I questioned whether Tur, eighteen years older than Rachinskii, would have consulted with him about her work. By the late s she would have been in her forties, and not only the literary editor of Russkii vestnik, but also the celebrated author of many novels and novellas.  I wondered if the scandal that Rachinskii alluded to as the basis of 'Razdel' could have been the much-talked-about arrest in  of Tur's brother, Aleksandr Sukhovo-Kobylin (-), for the murder of his mistress, Louise Simon-Dimanche. is case, which dragged on until , when it was only ambiguously resolved, formed the basis of Sukhovo-Kobylin's bitter and well-known dramatic trilogy, and even in  might have crossed the minds of those reading Rachinskii's note.  Another colleague suggested text analysis, which can identify and trace an author's 'literary fingerprint' by mapping the occurrence of frequently used words in texts.  Although the handwriting analysis had been conclusive, I pursued this approach as well, wanting to dispel any possible doubt. Again, I was extremely fortunate to be able to obtain an expert opinion. Professor David Hoover, a pioneer in the field of text analysis, compared 'Razdel' with works by both Tur and Pavlova.  Aer running three tests (cluster analysis, delta analysis, and principal-components analysis) using the  most frequent words in all four texts, Hoover concluded that 'the results of all three quite different computational methods point strongly to Tur as the author of "Razdel" and give no support to Pavlova's authorship' (email of  July ). husbands whose complete devotion to them has 'spoilt' ('izbaloval') them and made them capricious ('kaprizna') and egotistical ('egoitska'/'egoistichnoi').  e woman-centred family of 'Razdel' is also typical of Tur's works but not of Pavlova's. e climax of Tur's 'Oshibka' () can be considered the reconciliation between Elizaveta Ivanovna and her daughter Olʹga.  Similarly, in 'Razdel' Glafira Nikolaevna, who already has a close relationship with her daughter Katia, becomes reconciled with her other daughter Polina. We see no such focus on mother-daughter closeness or reconciliations in Pavlova's works. Another motif in 'Razdel' characteristic of Tur, but not of Pavlova, is the depiction of sexually aggressive men and their effect on women. In 'Razdel' Sonia's feelings of confusion, loss of self, and resistance in response to Pavel's repeated sexual advances are similar to those that Antonina experiences with her husband Bertini (in Antonina, ).
I also began to see references to Tur's biography in the tale. e central theme, the equitable division of a family estate between a brother and his sisters, brings to mind Tur's difficult relationship with Aleksandr SukhovoKobylin, two years younger than her and heir to the Sukhovo-Kobylin estate, who refused Tur any family money aer her husband le her destitute with three children.  e discrepancies in the relative ages of Polina and Pavel Surmilov in 'Razdel' are also suggestive. At the beginning of the manuscript (fol.  r ) we are told that Pavel is two years older than Polina; Polina subsequently gives her age first as twenty-nine and then as twenty-seven (fols  v ,  r ,  v ). But Pavel, when he first appears (fol.  v ), is described as 'about twenty-five', and at the end of the manuscript Glafira Nikolaevna tells her daughters that she has lived with her husband 'for twenty-five years' (fol.  v ). One can speculate that in the early stages of writing 'Razdel' Tur thought to motivate Pavel's domineering behaviour towards his sisters by making him the oldest sibling, but later began to superimpose her own family constellation on the Surmilovs. From the descriptions of Aleksandr Sukhovo-Kobylin by his contemporaries, it would seem that in some respects, at least, he served as a model for the brutal but charming Pavel.
For example, in his posthumously published memoirs, E. M. Feoktistov (-), who tutored Tur's children and worked with Tur on Russkii vestnik and Russkaia rechʹ, writes of Sukhovo-Kobylin:
ere can be no doubt that this was a very clever man, and the comedy that he wrote [Svadʹba Krechinskogo] certainly testifies to his abilities. He graduated from Moscow University, and with a gold medal. He travelled a great deal, liked serious reading-in  'Dolg', in Serdtsa chutkogo prozrenʹem, pp. , ; 'Razdel', fols  v ,  r . Here and elsewhere, unless otherwise stated, all citations from 'Razdel' are from the manuscript rather than the Tatevskii sbornik version.  Tur in her diary and letters describes several incidents demonstrating her brother's capacity for violence. Rudnitskii cites a diary entry of February  in which she reports that her brother volunteered to kill the Moscow University professor N. I. Nadezhdin, who was Tur's tutor-this during the time when Tur and Nadezhdin wished to marry against her family's strong objections to Nadezhdin's non-aristocratic origins. Rudnitskii also quotes a letter from Tur to Nadezhdin in February  urging him to leave Moscow because her brother has ordered his serfs to beat and kill him; she further describes how she herself was beaten by her father and brother.  Koshina cites a letter from  that Tur wrote to her sister Evdokiia Petrovo-Solovovo describing dinners with her brother and Louise Simon-Dimanche, who was living with him. Sukhovo-Kobylin, she writes, acts like a 'despot', screaming at Simon-Dimanche, 'slapping faces and breaking plates' ('il casse la figure et les assiettes'). However, like Pavel in 'Razdel', Sukhovo-Kobylin could also, it seems, be charming; in  Tur wrote to her sister that her brother could make her laugh when he wished to.  Another theme in 'Razdel' with biographical resonance is the effect on young children of being sent away, either to boarding schools or to be raised by relatives-a common practice among the nineteenth-century nobility. In 'Razdel', Pavel lives at school in St Petersburg from the time he is seven, and Polina is raised from infancy by Glafira Nikolaevna's well-to-do sister. We are shown that as a result Pavel does not have a close relationship with his family, and at one point Polina openly contrasts her own feelings of alienation with the closeness that Katia, raised at home, feels to their parents (fols  v - r ). is phenomenon may have been familiar to Tur, who could not afford to support her three children and sent her youngest, Olʹga, to be  Feoktistov, 'Glava iz vospominani', p. . All translations are mine unless otherwise stated. Feoktistov, who graduated from Moscow University in , was a student of the liberal Timofei Granovskii and a friend of Turgenev, but became more conservative as he grew older, working as a censor from  and heading the censorship bureau from  to . and German. Both studied with brilliant but socially disadvantaged tutors (Pavlova with the exiled Adam Mickiewicz, Tur with the raznochinets, Moscow University professor, and publisher Nikolai Nadezhdin), with whom they fell in love but whom they were prevented from marrying by family opposition. Both subsequently experienced unhappy marriages with men who impoverished them. Both spent many years in Europe. Tur made her literary debut with 'Oshibka' in . Pavlova's first prose story, Dvoinaia zhiznʹ, appeared in . While both were highly praised by the critical establishment at the beginning of their careers, by the end of the s and early s they were attacked by radical critics as being irrelevant to the social mission of Russian literature.  As for the similarities in their writing, the most convincing evidence is, of course, Sendich's list of 'traits suggesting Pavlova's authorship' of 'Razdel', which include the plot, characters, nature descriptions, digressions, and the use of aphorisms and proverbs.  Several other motifs common to Tur's and Pavlova's works could be added: panoptic mothers who mistakenly think that they can understand and control their daughters (Marfa Ivanovna in 'Razdel', Vera Vladimirovna in Dvoinaia zhiznʹ); the 'chess match' between two such mothers 'with their children as pawns' in Tur's 'Oshbika' and Pavlova's Dvoinaia zhiznʹ;  drawing-room conversations troped as duelsthose between Pavel and Treskin in 'Razdel' (fol.  r ) and between Princess Aline and Wismer in Pavlova's 'Za chainym stolom';  the direct address to female readers in Tur's 'Razdel' ('moia chitatelʹnitsa', fols.  r ,  r ), and in Pavlova's dedication of Dvoinaia zhiznʹ ('e offering of this thought is for you, | All of you [. . .] | e mute sisters of my soul!');  a relationship between an immature, flirtatious, irresponsible young woman and a stern, reproaching, disapproving, but 'loving' male (Sonia and Treskin in 'Razdel', Countess Polina and Vadim in Pavlova's Kadrilʹ); a scene in which a man accuses a woman of having played with him for her own amusement, and the woman, while accepting some but not all of the blame, emphatically rejects the motives imputed to her (Tur's 'Dolg' and Pavlova's 'Za chainym stolom').
But stylistic and thematic similarities to Pavlova's writings notwithstanding, the question remains: is 'Razdel', a dra of an unfinished novel, 'good'?  Sendich, 'Life and Works', pp. -; Gheith, Finding the Middle Ground, pp. -. Such biographical similarities were not unique to Tur and Pavlova, but rather were part of 'the cultural narrative of the [nineteenth-century Russian] woman writer' (Gheith, Finding the Middle Ground, p. ). Similarly, other writers, such as Rostopchina, who had been praised in the s and early s, were ridiculed and dismissed as irrelevant by the radical critics in the s.  During the years when I believed Pavlova to have written it, I considered 'Razdel' to be a work of some literary significance: a tightly structured, highly original tale that creates a richly detailed world; I thought the characters complex, engaging, and nuanced, with readers being shown the protagonists' flaws, the antagonists' positive traits, and the similarities that protagonists and antagonists share.
So, for example, although the power-hungry, despotic Pavel comes closest to being the villain, we are made to understand that his scorn for women and his need to dominate them are rooted in his mother's rejection of him as a child and his aunt's rejection of him as a young man. In addition, many of Pavel's objectionable characteristics and speeches echo those of more sympathetic family members, albeit in exaggerated form. At the beginning of the tale, when Katia's singing teacher warns her that catching cold will affect her voice, Katia rebelliously replies 'Eto mne ochenʹ nuzhno' (fol.  r : 'Who cares?'). Later when Pavel expresses disdain for Sonia in front of Treskin and is told that Sonia and Treskin are practically engaged, he echoes this sentence (fol.  r : 'Ochenʹ mne nuzhno'). Similarly, when Marfa Ivanovna, Sonia's mother, ignorantly asks 'What are fallow fields?', Pavel's father, Petr Fedorovich, who fancies himself an agronomist, dismissively says to her 'Slepym krasok ne kazhut' (fol.  v : 'Don't show a blind person colours'-that is, 'You couldn't possibly understand'). Later Pavel contemptuously says to his mother of his father's eating habits, 'Mezhdu fransuzskim slovom "gourmet" i russkim "obʹedalom" ogromnaia raznitsa [. . .] No chto mne govoritʹ obo vsem etom s vami-eto znachit pokazyvatʹ kraski slepomu' (fol.  r : 'ere's a tremendous difference between the French word "gourmet" and the Russian word "gorger". [. . .] But why am I talking about all this with you? It's the same as showing colours to a blind person'). ese and other echoes among the Surmilovs keep us from being able to dismiss Pavel as an enemy Other. e entire family is implicated in Pavel's words, attitudes, and behaviour.
Additionally, while believing that Pavlova was the author, I had admired the repetition of key words, which, like leitmotifs, gather increasing significance and meaning in the course of the narrative. For example, the word 'kapriznyi' ('capricious'), which appears on the first page, reappears when Sonia wishes Treskin would be more capricious (fol.  v ), when Marfa Ivanovna compares Sonia to the heroine of Alfred de Musset's play Les Caprices de Marianne (fol.  v ), when Treskin reproaches Sonia with having a capricious nature (fol.  r ), when Glafira Nikolaevna tells Pavel that unlike Marfa Ivanovna she will not submit to her children's whims and caprices (fol.  v ), and finally, when Glafira Nikolaevna admits to her daughters that she herself has become capricious and perhaps selfish (fol.  r ). is is similar to Pavlova's intensi-fying repetition of 'detskii' ('childish') throughout her verse tale 'Kadrilʹ'.  In both cases the device emphasizes that if women wish to gain social and psychological freedom, they must overcome the conditioning that encourages them to remain capricious children.
e increasingly sexualized motif of Sonia's arm and the connection between that sexualization and violence function similarly. When Pavel first meets Sonia he is immediately attracted by her shapely arm. During their first extended conversation, he tells her about a Dumas play in which a man coerces his wife by squeezing and hurting her arm. Pavel himself then presses Sonia's arm. Later, on a walk through some dense undergrowth, Pavel accidentally lets go of a branch, which lashes Sonia's arm so sharply that it bleeds. He then passionately kisses the wound. e escalating mixture of eroticism and violence in Sonia's dangerous flirtation with Pavel underscores Glafira Nikolaevna's admonition to her daughter Katia (and perhaps to the reader) that the most important qualities to look for in a husband are 'dobrota serdtsa, i miagkostʹ kharaktera' (fol.  r : 'a kind heart and a gentle character').
Most of all I had appreciated 'Razdel' as part of a nineteenth-century literary tradition that contested the social and cultural subordination of women,  and did so by presenting gynocentric alternatives to standard Russian male plots. In 'Razdel' instead of only 'fathers and sons', we see mothers and daughters, mothers and sons, fathers and daughters, sisters and brothers, aunts and nieces and nephews. Instead of the 'marginal', tyrannized poor ward, of Pushkin's Pikovaia dama (e Queen of Spades) and her successors,  we are shown a loving relationship between Polina and the aunt who adopted her. Instead of the unnecessary and tragic duel in Evgenii Onegin aer Onegin dances all night with Lenskii's fiancée, we have the controlled and non-violent response of Treskin, who, when Pavel dances all night with Sonia, simply goes home. And instead of the power-based sexual relationships found in such writers as Stendhal, Musset, Dumas, and Balzac, who out the manuscript,  we are shown the possibility of relationships that while not perfect, are based on mutual respect-for example, that between Glafira Nikolaevna and Petr Fedorovich, and the one Treskin offers to Sonia.
For these reasons, I now believe that regardless of its author, 'Razdel' must be considered a work of literary significance. But, I wonder, would I have evaluated it so positively if I had I known from the start that it was written not by the (currently) canonical Pavlova, but by the largely forgotten Tur?
Tur's fiction has been described as 'exemplary women's writing', not 'complex, ironic, and probing' or ' "good" in the same terms that works by Dostoevsky, Tolstoy, and company are'.  e above aesthetic values, along with Paul Lauter's 'formalist virtues'-economy, complexity, irony, well-articulated structure, originality, detachment, and verbal sophistication-are the ones that I had found and admired in Pavlova's works.  Knowing that Pavlova was not the author now made me wonder about my appreciation of 'Razdel' and canonical aesthetics. Could it be that because I believed Pavlova to have written 'Razdel', I remained oblivious to the fact that it was 'women's writing', lacking the necessary canonical aesthetic qualities? Or did my belief that Pavlova was the author of 'Razdel' allow me to ignore my prejudices and appreciate a very different, non-canonical aesthetic? And what is 'women's writing'?
If, indeed, women write differently from men, there is no reason why the term 'women's writing'-'zhenskoe pisatelʹstvo' or 'literaturnaia deiatelʹnostʹ russkikh zhenshchin'-should not simply denote the way they write, presumably as opposed to 'men's writing', or the way men write, an idea to which I shall return.  However, in Russia, women's writing ('zhenskaia literature', 'damskaia proza') has long had a pejorative connotation, which persists to the present.   Sonia says: 'I would like to love and fear, and unconditionally obey the one I love with confusion and terror. Have you read [the novel Le Rouge et le Noir by Stendhal crossed out] in novels the descriptions of such a love? If they describe it, it must exist' (fol.  r ). As mentioned above, Marfa Ivanovna refers to Musset's Les Caprices de Marianne, with its tyrannized and self-destructive heroine, and Pavel tells Sonia about a husband's abuse of his wife in a Dumas play, adding that this is the way Sonia should be treated (fol.  r ). Sonia replies to Pavel: 'Terror and love-there is an alluring, indescribable charm in this. at union of rapture and trepidation. Balzac said this, and he is the great expert in women's hearts' (fol.  r ).  writing-what Savkina calls 'diskurs zhenskoi literatury'-had their origins in men's literary criticism of the s, and can be understood as extensions of negative stereotypes about women authors, and of women in general.  As women, women writers were considered to exhibit a natural weakness and defectiveness, and to lack the power of abstraction, as well as being generally identified with sexuality and their bodies.  Starting with some of Belinskii's reviews ('Zhertva', ; 'Povesti Marʹi Zhukovoi', ), the infamous story 'Zhenshchina-Pisatelʹnitsa' () by Rakhmanyi [N. N. Verevkin] , and Belinskii's very influential essay 'Sochineniia Zeneida R-voi' (), women writers were characterized as dilettantes,  unable to partake in social progress, incapable of genius, and 'ambiguous creatures' ('dvusmyslennoe sushchestvo') or prostitutes if they le their 'feminine sphere' of the family to publish.  e doubled feminine of the term 'zhenshchina pisatelʹnitsa' (woman authoress) used from Belinskii ('Zeneidy R-voi') on, as several scholars have pointed out,  sexualized and reduced women writers to being women first and (second-rate) authors second.
is social construction of the woman writer, then, established the terms for the reception of 'women's writing'. Since women authors were incapable of genius, 'objective' abstract thinking, or depicting ideas, it followed that their writing, characterized by 'an excess of affect and a lack of structure',  could only be 'subjective', autobiographical, and lacking in originality; its subject-matter limited to love, family relations, and the position of women, as opposed to issues of 'real' social significance, i. Western culture, which experimented with extending 'full and complete humanity to classes from whom it has been socially withheld': the poor, the insane, prisoners, children, women, slaves, as seen in the works of Dickens, Hugo, Dostoevsky, and Tolstoy.  Now, Fisher writes in , 'with the political and historical work of these images accomplished [. . .] we no longer even remember the images that they were designed to correct'.  I would suggest that Cohen's discussion of the 'sentimental social novel' of the s and s, Schor's discussion of Sand's representational mode of idealism, and Fisher's discussion of sentimentality all concern the same phenomenon-one that is related to the shi from Romanticism to Realism, and in Russia, to 'women's writing'. roughout her career, as both writer and critic, Tur showed an affinity for the aesthetics of idealism or sentimentality. In her fiction ('Oshibka', Plemiannitsa, Antonina, Dve sestry, Zakoldovannyi krug) she grants full humanity to invisible, oen non-aristocratic and not particularly beautiful heroines by having them win moral, if not socially recognized, victories over the parents, guardians, husbands, and patriarchal customs and laws that oppress them. As a critic, Tur debuted in Russkii vestnik with a three-part review of George Sand's Histoire de ma vie (May, June, and August ). And in her article on Charlotte Brontë she writes of the importance of touching people's hearts in order to bring about beneficial change, an echo of Stowe's goal in writing Uncle Tom's Cabin-to bring about a 'change in heart' in her readers in order to 'change the world'.  Hoogenboom has convincingly argued that by the s, Russian women writers, responding to radical critics' attacks on Romanticism, began to adapt the realist aesthetic and write like men realist writers.  For me, 'Razdel', written in the late s, is a fascinating, transitional work that innovatively combines several representational modes. It reflects realism in its detailed descriptions of characters, settings, and life on a country estate, a third-person, reliable narrator,  an amoral manipulative villain, the use of suspense, and its focus on money and inheritance issues. It expresses eighteenth-century sentimentalism in the 'education of the heart'  that Sonia and Katia receive, and by creating a sympathetic community of (female) Other scholars have recently begun to draw attention to Tur's formal experiments and innovations: Plemniannitsa, her four-volume novel-one volume of which is an interpolated narrative-written at a time when short forms were the norm in Russian literature; Zakoldovannyi krug, an epistolary novel with 'diverse subjective standpoints' that 'anticipates twentieth-century literary experiments';  Dve sestry, a 'spill-over' novel, in which the characters from Antonina are reassembled from another point of view.  Tur has also been credited with developing the 'sociopsychological novel'.  Perhaps Tur is due for a reassessment.
In the late s, because of attacks by radical critics, Tur le literature and turned to writing children's stories, a more 'acceptable' occupation for women.  If, as Rachinskii states, Tur started 'Razdel' in the late s, it may have been one of her last works, or perhaps her last work, of adult fiction. e unusual amalgam of representational modes, the use of a more omniscient narrator, and the sometimes surrealistically echoing motifs mark it as the beginning of a new and extremely interesting stage in Tur's development as a writer.  We can only regret that, like 'Razdel', this development was cut short.
A subjective, autobiographical narrative has seemed to me the best way to present this material. Will it, I wonder, be considered damskaia kritika? Similarly, rather than a general conclusion, I can only provide my own conclusions, along with some questions and speculations. e incorrect attribution of 'Razdel' to Pavlova has shown me that in cases of uncertain authorship it is unwise to rely on internal literary evidence-that is, close readingwithout objective tests, especially when one has a vested interest in a particular outcome. But the correct attribution of 'Razdel' to Tur still leaves several questions unanswered and others perhaps unanswerable.
Most obvious are the physical questions. How did Tur's unfinished manuscript end up in Pavlova's archive? Research on the relationship between Tur and Pavlova might help answer this question. Although Tur is not mentioned in any Pavlova scholarship that I have come across, they must have known each other: both knew Rachinskii, and ran salons in Moscow in the s with many of the same attendees-Ogarev, Granovskii, Ostrovskii, Herzen.  In  Pavlova's tale 'Za chainym stolom' was published in Russkii vestnik, while Tur was its literary editor.
Is there a copy of 'Razdel' with the editorial changes that Rachinskii made in preparing it for publication in Tatevskii sbornik? Although according to the archivists at RGALI, there is no copy of 'Razdel' in Rachinskii's archive there (f. ), it might exist among his papers in other archives.  And might another, cleaner copy of the manuscript exist somewhere else?
Finally, although the 'Razdel' manuscript has been shown to be Tur's, should we believe the rest of Rachinskii's account of it-that Tur was planning a tragic denouement for the story, but realized, in talking to Rachinskii, that it 'brought to mind a true occurrence which at that time was still well remembered by Moscow society' ('napominaet proisshestvie istinnoe, togda eshche pamiatnoe moskovskomu obshchestvu')? And what does it mean that one of Rachinskii's few substantive editorial changes was to tone down Pavel's rudeness, pomposity, and cold-blooded ruthlessness?  For me, however, more significant than determining the author of 'Razdel' is the opportunity to rethink the opposition between canonical and noncanonical nineteenth-century Russian women writers. On the one hand we have writers such as Pavlova, Khvoshchinskaia, and Durova, some of whom refused to identify themselves as women writers, or to 'write as a woman', and were praised by men critics as 'extraordinary women' or honorary men.  On the other hand, we have those who have been labelled as representatives of 'women's writing', such as Tur, Rostopchina, and Zhadovskaia, who may have adhered more closely to the sentimental aesthetic. But to whatever degree these nineteenth-century women writers internalized the categories and dualities imposed on them, each deserves to be evaluated on her own, unique terms.
is is not to suggest that there can be no aesthetic standards, only that all non-realist writing is not necessarily bad. Cohen, it seems to me, provides a useful standard for evaluating all literature, canonical and non-canonical alike. She writes:
A good work, a work that deserves to be studied for literary reasons provides a forceful response to the contemporary problematic, whether the work takes shape within a position, honoring its codes with maximum clarity (the Aristotelian view of literary excellence), or whether the work breaks with the dominant practices in significant ways (the preferred modernist text).  Much now forgotten nineteenth-century Russian women's writing provided 'a forceful response' to the contemporary problematic (for women) of women's position in society. at 'Razdel' does so, and also breaks with the dominant (realist) practices in significant ways, suggests that it is worth reconsidering. B L, N Y U D G
